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PREFACE 
François Mauriac, the Nobel Prize winner for literature in 1952, 
has received world-wide acclaim for his novels of spiritual disquietude. 
He is equally noted for the poetic style which characterizes his works. 
The purpose of this study is to analyze the imagery in three of his 
most popular novels in order to reveal the role of imagery in contrib¬ 
uting to his poetic style. Such a study is significant in that it re¬ 
veals the stylistic techniques which Mauriac employs in creating his 
images. Also, the descriptive analyses of the imagery in the three 
works may contribute to one's understanding and appreciation of them. 
The writer has chosen three representative selections from Mauriac's 
fiction: Le Baiser au lépreux. Thérèse Desqueyroux and Le Noeud de 
vipères. 
Many articles and books have been written on Mauriac but no de¬ 
tailed analyses of imagery in his novels were found by the writer. 
Two notable works which deal with Mauriac's fiction are Nelly Cormeau's 
L'Art de François Mauriac and Joseph Majault's Mauriac et l'art du 
roman. 
This study consists of four chapters. The introductory chapter 
will include a brief biographical sketch of the author along with im¬ 
portant events which have influenced his life. The second part of 
Chapter I deals with Mauriac as a novelist. It includes critical 
evaluations of his prose style and his use of imagery. 
Chapters II, III, and IV are analyses of images in Le Baiser au 
lépreux, Thérèse Desqueyroux and Le Noeud de vipères respectively. The 
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analyses, descriptive in nature, deal with the type, form, development 
and themes of images. Based on the analyses in the three preceding 
chapters, the conclusion treats the recurrence of themes and figures 
of speech in addition to the role of Mauriac's images and the stylistic 
techniques which he employs in creating them. 
The writer wishes to express his gratitude to the members of the 
faculty of the Atlanta University French Department: Dr. Benjamin F. 
Hudson, Mr. Crawford W. Johnson and especially Dr. Earle D. Clowney, 
who directed the preparation of this work. 
CHAPTER I 
MAURIAC: THE MAN AND THE NOVELIST 
During his long and productive career, François Mauriac has touch¬ 
ed upon almost every literary genre. He began as a poet and later 
turned to fiction, drama and criticism. His first attempt at poetry 
appeared in the year 1910 when he published Les Mains jointes. Having 
been inspired to continue his literary career by Maurice Barras, he 
published his first novels: L1Enfant charge de chaînes in 1913 and La 
Robe prétexte in 1914. It was not until 1922 with the appearance of 
Le Baiser au lépreux that Mauriac was to gain prominence as a gifted 
novelist. Scores of other novels have appeared since. Genitrix. Le 
Désert de l'amour. Thérèse Desqueyroux. Le Noeud de viperes and La 
Pharisienne are among those works of fiction which are usually consid¬ 
ered his best. Mauriac entered the theater in 1938 with the production 
of Le Feu sur la terre and Asmodee. Since 1934, his collection of 
essays and literary criticism which are written for the Figaro under 
the title, "Journal" have steadily increased. In spite of the diver¬ 
sity of his work, Mauriac is still most noted in France and abroad as 
the "Catholic novelist." 
A knowledge of Mauriac's life as influenced by environment, family 
and experiences aids in attaining a greater appreciation and under¬ 
standing of his work. François Mauriac was born October 11, 1885 in 
the city of Bordeaux. He descends from well-to-do bourgeois on both 
sides of his family. Mauriac's father, Jean-Paul Mauriac, died when 
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his son was only twenty months old. Mme Mauriac took François along 
with her four older children to live with her mother. Mauriac's auto¬ 
biographical writings reveal that Mme Mauriac was an ardent Catholic 
whose Jansenist views profoundly influenced her son. 
Although Mauriac's youth was a happy one, he was a very sensitive 
child. The austere atmosphere of a home run by women and the loss of 
his father at a very early age no doubt contributed to his sensitivity 
and preference for solitude. Mauriac attended secondary school at the 
Ecole Grand-Lebrun and the Lycée at Bordeaux where he received his 
baccalaureate. He later passed the licence es lettres at the Univer¬ 
sity of Bordeaux, after which he immediately left for Paris to attend 
the Ecole des Chartes and embarked upon his literary career. 
Mauriac married in 1913 and later served as a hospital orderly 
during World War I. After the war, he was firmly launched into his 
career with Préséances in 1920 and his first masterpiece, Le Baiser 
au lépreux in 1922. The following years alternated with works of fic¬ 
tion, drama and literary criticism. During World War II, he wrote ar¬ 
ticles (now published under the title Le Cahier noir) protesting the 
German occupation of his country. Today Mauriac is a renowned jour¬ 
nalist whose articles appear in the Figaro and La Table Ronde. Among 
the many honors and awards accorded him are Le Grand Prix du Roman de 
L'Académie (1925), Président de la Société’ des Gens de Lettres (1932), 
election to the French Academy (1933) and the Nobel Prize for Litera¬ 
ture (1952). 
Mauriac was an ardent reader as a student. He proved himself an 
excellent interpreter of the classics with Racine and Pascal being his 
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favorites. Among nineteenth-century writers, he was particularly 
drawn to the poetry of Alfred de Vigny and Baudelaire. Other favorite 
authors were Mauriac de Guerin and Félicité de Lamennais. 
Unlike many contemporary novelists, Mauriac did not launch into 
any new literary school or movement. He is a traditional novelist who 
deals with the psychological analysis of human disquietude. Critics 
often compare his novels to Racinean drama, for it is the psychological 
crisis which he emphasizes, there is a minimum of action, and many of 
his novels begin in médias res when most of the action has already 
taken place. 
One sees a definite influence of Mauriac's childhood experiences 
of Bordeaux on his novels. The landscapes of the region show up con¬ 
stantly in his fiction. As well as the physical surroundings which he 
describes with exactitude, the Landais society is forcefully portrayed. 
The bourgeois families are depicted as people who value their land and 
social status above all else. The characters in his novels are shown 
hating the desolation of the region and being very much a part of it 
themselves . 
Mauriac is considered a Catholic novelist because religious themes 
pervade his works. His characters are depicted as troubled souls in 
search of divine love. According to Mauriac, the self-confessed sinner 
is nearer to divine grace than one who has led an impeccable life. 
His troubled characters would be saints if they were somehow set in 
the right direction. Of Mauriac's Catholic themes, Henri Peyre says 
the following: 
Evil lurks behind every shape and perfume that is 
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beautiful; the ultimate descent of grace into disturbed 
hearts takes place most surely once sin has paved the 
way to regeneration. 
The Catholic novel rests on a sharp distinction be¬ 
tween Good and Evil. Man surrenders to the call of his 
desires or to the violence of his passions voluntarily 
and, what is more, fully conscious that he is breaking a 
moral law. 'La conscience dans le mal' gives added zest 
to his pleasures but works for his remorse, and in some 
cases for his salvation.^ 
It is this conflict between the opposing forces of passion and faith 
from which Mauriac's novels are constructed. Neither the acts of re¬ 
bellion against God, nor the repentance of the characters is empha¬ 
sized, it is the tortuous disquietudes which the characters endure 
while in search of grace which Mauriac analyzes. 
Most critics have praise for Mauriac's art although Martin Turnell 
declares that Mauriac's ‘'cult of violence is a grave artistic weakness” 
and that the author's Jansenism which he imposes on his characters is 
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the prime cause of this weakness. One failing with which critics are 
generally in accord is the lack of freedom on the part of Mauriac's 
characters. The following evaluation by Peyre seems to be the gen¬ 
erally held opinion of Mauriac's work: 
Mauriac's originality as a novelist lies in his Catholic 
vision of the world, in his analysis of love and especially 
of middle-aged women and adolescents led by a love affair to 
explore the bitter depths of love. It lies, too, in his 
craftsmanship which conscious and subtle as it is contrives 
to leave in the novel the element by which it is most likely 
to challenge time--poetry.3 
Henri Peyre, French Novelists of Today (New York: Oxford Uni¬ 
versity Press, 1967), pp. 115-116. 
2 
Martin Turnell, The Novel in France (New York: Random House, 
1951), pp. 313-314. 
3 
Peyre, French Novelists of Today, p. 118. 
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Upon reading Mauriac's novels, one is immediately struck by the 
poetic aspect of his style of which Peyre speaks. The descriptions 
which he makes of the Landais region are done with vividness and 
poetic fervor. The analogies which he makes between external phenomena 
(such as landscapes and the weather) and the internal sentiments of 
his characters mark the individuality of his style. 
A well-known volume on Mauriac's fiction is Nelly Cormeau's L'art 
de François Mauriac. In it, the author states: "Le langage de 
François Mauriac nous semble se caractériser par un double pouvoir: 
pouvoir de suggestion, pouvoir d'enchantement."^ Another evaluation 
of Mauriac's style is given by Pierre-Henri Simon who compares Mauriac's 
craftmanship to that of other writers. 
C'est par la qualité indiscutable de sa prose que Mauriac 
s'est d'abord imposé: prose euphonique et cadencée, dans la 
grande tradition de Chateaubriand et de Flaubert, mais 
purifiée du rythme oratoire, de la clausule ore rotundo par 
des influences récentes et plus savantes. La phrase courte, 
élusive, tombe abrupte après son sommet; par sa netteté 
coupante, elle consonne à la mélodie classique de Gide; par 
une ondulation étudiée et des dissonances légères, par la 
variété des temps verbaux, par des déplacements concertés de 
l'abverbe et de l'adjectif, elle prolonge parfois des échos 
barrésiens.2 
As indicated in the above observation, many stylistic elements go 
in the making of an author's individual style. This study is concerned 
with only one aspect of Mauriac's style--his use of imagery. By ex¬ 
ploring the roles which imagery plays in three of his works, and by 
1 
Nelly Cormeau, L'Art de Francois Mauriac (Paris: Grasset, 1951), 
p. 314. 
2 
Pierre-Henri Simon, Mauriac par lui-meme (Paris: Editions du 
Sevil, 1959), p. 33. 
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examining the stylistic techniques which he uses to create his images, 
this study intends to reveal to what extent Mauriac's use of imagery 
contributes to his poetic style. 
Imagery considered as a stylistic technique is one of the most 
important tools which an author uses to create certain desired effects 
in his writings. Mauriac's images are not as abundant as those in the 
novels of Giono nor are they as minutely and fully developed as those 
in Proust's romans-fleuve, but they have a certain quality which is 
particularly his own. Conneau says this of Mauriac's imagery: 
...On dirait volontiers que François Mauriac provoque 
une invasion de l'Orne par la nature; il ouvre une brèche 
dans le drame intérieur et le vent, les eaux du ciel et de 
la terre s'y engouffrent pour que l'image se substitue au 
terme psychologique.^ 
The word "poetry" in this study is used somewhat synonymously 
with the "suggestiveness" of the author's style. In an interview with 
Frédéric Léfévre, Mauriac, himself speaks about poetry and the novel. 
I believe that only poetry counts, and that only 
through the poetical elements enclosed in a work of art 
of any genre whatever does that work deserve to last. A 
great novelist is first of all a great poet. Both Proust 
and Tolstoi were great, because their power of suggestion 
was boundless.2 
After having had a coup d'oeil of the man and the novelist with 
special emphasis on the author's craftmanship, let us now explore the 
poetry of Mauriac's style in detail. The next three chapters will be 
descriptive analyses of imagery in three of Mauriac's most popular novels, 
Le Baiser au lépreux. Thérèse Desqueyroux and Le Noeud de vipères. 
1 
Ibid., p . 333. 
2 
Peyre, French Novelists of Today, p. 121. 
CHAPTER II 
IMAGERY IN LE BAISER AU LEPREUX 
Mauriac's Le Baiser au lepreux is considered by both the critics 
and the author as his first novel of real worth. Published in 1922, 
the work tells the story of Jean Pélouèyre and Noéni d'Artiailh. 
Among the many ironic twists in the novel is the social and economic 
status of the young people's families. Noéni is beautiful but comes 
from an impoverished family. Jean's family is well-off economically 
and highly respected in the community, but he is so repulsively ugly 
that he has developed a self-destructive inferiority complex. While 
reminiscing about his childhood, Jean, the "leper" considers the many 
joys of life which have been denied him because of his physical appear¬ 
ance . 
Aided by the reading of a book on Nietzschean philosophy, Jean 
decides to conquer his feelings of inferiority and shyness. He pro¬ 
poses to Noéni d'Artiailh who marries him not out of love but out of 
the influence of her opportunistic family and the parish priest. Noéni's 
disgust of her husband shows itself in full measure even on the wedding 
day when she realizes that her dreams of a handsome husband are fading 
away. 
The day-to-day physical contacts of the couple become almost more 
than Noéni can endure as she embraces her husband out of pity. Jean 
is well aware of the situation and suffers from it. He tries to spare 
her as much as possible by going on frequent hunting trips. On the 
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pretense of having Jean aid him in doing some research, the parish 
priest suggests that Jean leave for a trip to Paris. Although Noémi 
begins to come to life during the absence of her husband, she still 
remains faithful to him after having become attracted to a young doctor. 
When Jean returns from Paris, he again tries to spare Noémi the sight 
of his repulsive face by spending his time at the bedside of a close 
friend who has tuberculosis. Jean soon becomes ill with the same dis¬ 
ease and dies. 
Noémi's selfish family has been rewarded by marrying their daugh¬ 
ter off to the wealthy son of the Pélouèyre family, but the will of 
Jean's sickly father requires that she not remarry. Noémi remains the 
model provincial young widow devoted to her inconsiderate father-in-law 
who demands her constant attention because of his health. 
Le Baiser au lépreux is rich in images which poignantly describe 
the internal torments and even the physical traits of the characters. 
This work gives the reader an idea of Mauriac's future artistic achieve¬ 
ments in the use of imagery in Thérèse Desqueyroux and Le Noeud de 
vipères, works to be analyzed in subsequent chapters of this study. 
Mauriac creates images in Le Baiser au lépreux through a variety of 
means. In addition to metaphors and metonymy, the author intersperses 
traces of irony. The imagery in this work will be analysed according 
to types of figures of speech, themes, symbols and stylistic tech¬ 
niques employed. 
An author may create images through the use of irony as well as 
through personification, metaphors or similes. The irony which per¬ 
vades Le Baiser au lépreux is perhaps one of its most distinctive 
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artistic qualities. The very title of the novel is ironic. The words 
"the kiss for the leper" immediately project into the mind of the 
reader an unenviable situation. The title, depicting disgust, repul¬ 
sion and frustration, is very suggestive in meaning, a trait charac¬ 
teristic of Mauriac's fiction. 
Irony is not only shown in the title but it is also depicted in 
distinct images. Under the oppression of Jean's hideous ugliness, the 
couple try almost every means of escape to spare themselves. Finding 
their physical relationship unbearable, the couple resolve to solidify 
themselves in spirit. In the image below, Mauriac skillfully achieves 
ironic effects by juxtaposing such words as "side by side" and "sep¬ 
arated: " 
Ils décidèrent de réciter ensemble leur prière;ennemis 
dans la chair, ils s'unissaient dans cette imploration du 
soir; leurs voix au moins pouvaient se confondre; coté a 
côté et séparés, ils se rejoignaient à 1'infini.1 
When Jean takes the parish priest's advice to go to Paris to do 
some research for a book which the latter is supposed to be writing, 
he suspects that it is just a pretense to get him away from Noéini. 
Noémi is unable to hide her relief that he is going away, a fact re¬ 
vealed when she attempts to kiss him. In this image Mauriac takes two 
words normally considered unrelated and fittingly joins them together. 
The words "horrible gratitude" are synonymous with pity which Jean 
abhors: "... mais il détourna la tête, ne pouvant supporter la 
gratitude horrible de ce baiser.A more touching example of 
^Franjois Mauriac, Le Baiser au lépreux (Paris: Bernard Grasset, 
1922), p. 82. 
2Ibid.. p. 125. 
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Mauriac's irony is expressed when Jean is seated in the coach kissing 
the window while Noémi bids him farewell by busily waving her handker¬ 
chief: "Comme flottait, ce signal d'adieu et de joie."'*" Here again 
Jean sees behind Noémi's attempts of compassion her uncontrolled joy 
at his departure. 
This vein of irony is also dispersed in the novel through images 
which powerfully describe the physical characteristics of Jean and 
Noémi. Essentially Mauriac's descriptions of Jean, which constantly 
appear, may be generally summed up as laid ^ faire pleurer. 
Il était si petit que la basse glace du trumeau refléta 
sa pauvre mine, ses joues creuses, un nez long, au bout 
pointu, rouge comme usé, pareil è ces sucres d'orge 
qu'amincissent en les suçant, de patients garçons.2 
The view of Jean's ailing father toward him does not differ much from 
the above: "Son père le chérissait comme un souffrant reflet de lui- 
même, comme son ombre chétive dans ce monde qu'il traversait en 
pantoufles ou étendu au fond d'une alcêve, parfumée de valériane et 
d'éther."3 
While Jean is described as hideously ugly, Noémi is depicted as a 
beautiful young lady: "... et cette belle fille blottie au coin du 
canapé lui parut aussi indulgente à ses discours que naguère les arbres 
sur la route vide."^ Images describing Noémi usually refer to flowers: 
- 
Ibid., p. 91. 
2 
Ibid., p. 9. 
3 
Ibid., p. 18. 
4 
Ibid., pp. 57-58. 
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" ... elle l'imprègne de son odeur de jeune fille, un jour fauve de 
juillet--pareille \ ces trop capiteuses fleurs qu'on ne saurait 
prudemment laisser dans sa chambre, la nuit."'*' Her dress is likened 
to a magnolia in the following image: "Comme dilatée hors du vase une 
fleur de magnolia, la robe de Noémi déborde sa chaise.The follow¬ 
ing simile, though a cliché, adequately describes Noémi as being 
3 
"jolie comme un tableau." 
Mauriac's images of the disquietudes and internal sentiments of 
his characters are just as powerful as those depicting physical traits. 
Jean, the principal character of the novel, feels that he was cursed 
from birth because of his lamentable physical condition. His marriage 
causes his desolation and self-pity to increase. He is sometimes led 
by a tinge of hope but generally his état-d'âme is described thus: 
" ... et toujours perclus de honte, stupide, objet de risée, était 
rentré dans sa nuit."^ The words "sa nuit" carry connotations of self- 
pity and desolation. 
Jean is portrayed as a very literate young man. One day while 
reading the Morceaux choisis of Nietzsche, he gains a semblance of 
self-confidence. The essential point of the passage by Nietzsche which 
prompts Jean "the leper" to action is that "good" is all that which 
1 




Ibid., p. 33. 
4 
Ibid.. p. 25. 
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exalts in man the feeling of power while all that is "bad" has its 
roots in weakness. According to Nietzsche, pity is one of the most 
detrimental of all vices. It is this passage which prompts Jean to ask 
Noémi to marry him. The following image describes his actions after 
reading the passage: "Jean Pélouèyre posa le livre; ces paroles 
entraient en lui comme dans une chambre, dont on pousse les volets, 
l'embrasement d'une après-midi."'*' The following image describes his 
sentiments after turning to another section of Nietzsche's book: "Non, 
non: 1'arbre 1'étreignait encore de ses mille racines; après cette 
rafale, Jean Pélouèyre en retrouvait dans son coeur l'ombre aimée, le 
mystère sous ces frondaisons drues et de nouveau immobiles." The 
effects of Nietzsche's thoughts are shown definitely influencing Jean 
in the next image in which the words that he is repeating sound like a 
great October wind: "Il regardait sa face que le soleil brûlait sans 
qu'elle en parût moins jaune, répétait les mots de Nietzsche, se 
pénétrait de leur sens, les entendait gronder en lui, comme un grand 
vent d'oc tobre. 
Many of the images in Le Baiser au lépreux spring from certain 
central themes of the novel. One such theme is sexual frustration. 
In regards to Mauriac's treatment of sexual frustration in his novels, 
Stratford says: 
If one considers the repetitive themes in his fiction, 
_ 
Ibid., p . 16. 
2 
Ibid., p. 20. 
3 
Ibid ., p. 19. 
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it is obvious that he uses physical love only as a symbol 
for more basic convictions about the human condition. 
That Mauriac has chosen such an important field of 
imagery as that of sexuality to embody this sense of 
escapable solitude suggests how profoundly it affects his 
imagination.*- 
The images centered around this theme appear to be the most forcefully 
depicted in the novel. In the image below Jean is depicted exhausted 
and drenched with perspiration on his wedding night. He is described 
as more hideous than a worm beside a corpse which it has finally aban¬ 
doned. "Trempé de sueur, Jean Pélouèyre n'osait bouger--plus hideux 
2 
qu'un ver auprès de ce cadavre enfin abandonné." The following image 
likewise describes Jean's frustrations: "Il aurait fallu baiser ses 
pieds, saisir ce tendre corps, sans l'éveiller, courir, le tenant ainsi 
vers la haute mer, le livrer à la chaste écume." 
Images describing Noémi's frigidity and frustrations toward her 
husband are just as vividly portrayed as Jean's. She relentlessly re¬ 
gards her husband with pity: "Alors, pleine de remords et de pitié, 
comme dans l'amphithéâtre une vierge chrétienne d'un seul élan se 
jetait vers la bite, les yeux fermés, les lèvres serrées, elle 
étreignait ce malheureux."^ The following simile likens Noémi's pity 
to one in agonizing suffering awaiting death to be delivered to heaven: 
- 
Philip Stratford, Faith and Fiction (Notre Dame: University of 
Notre Dame Press, 1964), pp. 159-151. 




Ibid., p. 74. 
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"Elle regardait son epoux en face comme une agonisante qui croit au 
ciel regarder la mort."^ Finally her suffering is appropriately summed 
2 
up in this simile: "Elle était pareille à une martyre endormie." 
It is worth noting at this point Mauriac's ideas toward love and 
marriage as they are revealed in his images. 
Love, which is an impossible search after lost youth; 
which, when on rare occasions it comes to the act, is 
little short of bestiality, later flagellated by remorse; 
which is never fully consummated except after death ....3 
A fuller understanding of this attitude toward love and how it is art¬ 
fully woven into the novel will be examined more closely at the end of 
this chapter. Mauriac's concept of marriage differs little from the 
above. His ideas are not only graphically represented in the images 
which have just been examined, but they appear throughout the novel 
and actually form the base upon which the work is created. 
In addition to the central theme of sexual frustration, there are 
other underlying themes around which images are centered. The most 
dominant of the themes is that of desolation. Jean and Noémi seem to 
be predestined to a life of loneliness and lovelessness. They are 
both "imprisoned." They are condemned to their fate by selfish fami¬ 
lies and the society of the Landes which molds them into its fold. 
In the image below, the region becomes a prison for Noémi after 
the death of Jean: "Elle éprouvait que les pins innombrables, aux 
1 
Ibid ., p. 77. 
2 
Ibid ., p . 68. 
3 
Philip Stratford, Faith and Fiction, p. 149. 
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entailles rouges et gluantes, que les sables et les landes incendiées 
la garderaient à jamais prisonnière."'*' Again, Jean's extensive pine 
forests become a prison in the form of an immense army which restricts 
Noemi's freedom. "Les pins de Jean Pélouèyre foment le front de 
2 
l'immense armée qui saigne entre l'océan et les Pyrénées...." 
In the image below, one vividly sees how the families of the 
couple have played a great part in shaping their destiny. Jean's 
lineage has formed a mold into which he and his wife are to fit. 
Les pasteurs du Béarn dont était issu Jean Pélouèyre, 
et qui dans ce désert jouirent du droit de pacage, y 
avaient, bien des siècles auparavant, creusé pour leurs 
troupeaux un puits; au bord de sa bouche fangeuse, les 
deux époux se rejoignirent. 
This image is later recaptured and more fully developed. In these 
images Mauriac cleverly chooses those words which connote imprisonment 
or being trapped. Such words are "puits," "bouche fangeuse" and "vase 
d'une lagune "Et Jean pensait à ces vieux bergers atteints du mal 
mystérieux de la lande, la pélagre, /*sic7 et qu'on retrouve toujours 
au fond d'un puits ou la tête enfoncée dans la vase d'une lagune."^ 
It is interesting as well as ironie that even though Mauriac's 
characters feel trapped by the Landais region, they, themselves are 
very much a part of it. A touching scene is that of Jean's saying 
1 
François Mauriac, Le Baiser au lépreux, p. 170. 
2 
Ibid.. p. 159. 
3 
Ibid., p. 83. 
4 
Ibid., pp. 83-84. 
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good-bye to his pine trees when leaving for Paris. The personification 
in this image is quite effective: "A Langon, il dit adieu aux derniers 
pins comme à des amis qui l'eussent accompagné le plus loin possible et 
s'arrêtaient enfin, et de leurs branches étendues le bénissaient."^" 
Aspects of the region of the Landes show up constantly in images. 
This is especially true of the pine trees, which are symbols of the 
Pélouèyre family's wealth and social status. In this image, instead 
of pine trees simply blowing in the wind, the wind becomes the hunter 
while the trees are the hunted or the prey. Hunting images are num¬ 
erous in the novel: "Les pins, en proie aux vents d'équinoxe, repre¬ 
naient en sourdine la plainte que leur enseigne l'Atlantique dans les 
2 
sables de Mimizan et de Biscarosse." 
Landscape scenes of the Landes are even compared with the physical 
traits of characters: "La psyché reflète le corps de Jean, plus sec, 
que les brandes des landes incendiées." 
Along with landscapes, plant and animal images also abound in Le 
Baiser au lépreux. The reader constantly confronts physical descrip¬ 
tions of Jean. He is often compared to some sort of animal: " ... ni 
ce camarade Daniel Trasis, ni cet abb/ maître de rhétorique, ne 
4 
comprirent ses regards de chien perdu." Mauriac's animal images 
1 
Ibid., p. 93. 
2 
Ibid., p. 71. 
3 
Ibid., p. 42. 
4 
Ibid-, P- 19. 
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describing Jean's physical traits relentlessly depict him as laid à 
faire pleurer. The following animal image is a case in point: "Un 
oeillet rouge k 1'oreille, il était brillant et vernissé comme un jeune 
coq"^ or "... il saluait chaque groupe devant les portes, soudain 
2 
silencieux à son approche, comme les grenouilles d'une mare." 
Animal images may also serve to depict the internal frustrations 
of the characters: "Et maintenant il se glissait dans la cohue, 
trottait comme un rat le long des vitrines, élaborait le plan d'une 
étude peremptoire qu'il intitulerait: volonté de puissance et sainteté.""* 
Some of the animal similes are short and to the point but nevertheless 
are effective: "Le ramasserait-on un jour dans le ruisseau comme un 
chat mort?"^ There are also animal images which refer to characters 
in the novel other than Jean: "Près de Madame d'Artiailh, aiguë et 
grêle et qui filait l'arrière train de cêté comme les chiens.""* 
The plant images in Le Baiser au lépreux have functions similar 
to those of animals. Here, Jean's internal sentiments are expressed, 
and Mauriac places the object of comparison at the end of the sentence 
for a very special effect. "Un instant, il crut voir à ses pieds, 
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pareille à un chêne déraciné, sa Foi."'*' Other plant images refer to 
Noéini: "Alors, en lui, elle surgissait muette, soumise, avec cette 
o 
douce gorge lourde, comme un arbre qui tend son fruit." 
Just as images are developed around landscapes, plants and animals, 
natural phenomena also suggest the disquietude of the characters. The 
following image refers to Noémi: "Elle écoutait comme un orage, 
O 
s'approcher le grondement d'une voix ...." Metaphors and similes are 
sometimes cleverly united to create vivid images. Jean metaphorically 
becomes a storm while his eyes are compared to a charged sky. "L'orage, 
c'était ce garjon pâle et furieux de désir et de qui les yeux 
paraissaient chargés comme le ciel."^ 
In order to fully understand the role of imagery in Le Baiser au 
lépreux, one must understand the various connotations of the symbols 
from which images are developed. The symbols which recur most often in 
the novel take various forms of fire and water"Désert" is frequently 
a symbol in Mauriac's images. Heat or fire suggests destruction as 
shown in the following: "Comme un liquide métal, la lumière coulait à 
travers les persiennes"^ or "Ses fenêtres étaient ouvertes sur la 
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laiteuse nuit--la nuit plus bruyante que le jour à cause des coassantes 
mares.Water often carries connotations of impurity. "Comme l'eau 
d'une piscine, la chaleur s'ouvrit et se referma sur lui." "Desert" 
is used as a symbol in images to imply frustration: "Jean mesura d'un 
seul regard le desert de sa vie."^ 
Mauriac's images are better understood, when they are examined 
according to the particular figure of speech which he employs. In 
addition to irony which has already been discussed in this study, 
Mauriac's use of personification is particularly conspicuous in Le 
Baiser au lépreux. The human traits which he attributes to inanimate 
objects are very effective in suggesting the internal sentiments of 
the characters. The garden walls become blind: "Jean P^louèyre marcha 
entre deux murs aveugles de jardins."^ In addition to blind walls, 
trees become indulgently silent: "De nouveau, entre les murs aveugles 
et sous la muette indulgence des arbres, il marchait... ."^ Forms of 
precipitation also take on human characteristics: "Le pluvieux automne 
chuchotait sur les tuiles"^ or "Autour de la maison, la pluie endormante 
ï 
Ibid., P- 31. 
i 
Ibid., P- 13. 
i 
Ibid., P- 19. 
Ibid.. P- 14. 
Ibid.. P- 22. 
Ibid.. P- 73. 
20 
chuchotait Dead houses suggest desolation: " — elle demeura ainsi 
dans la nuit au seuil de cette maison morte .Sometimes person¬ 
ification, simile, and irony are combined to form striking images. 
The antithesis at the end of the following image is quite effective: 
"Mais sous ces eaux dormantes avait frémi un secret couvant d'eau vive, 
et voici qu'ayant vécu comme un mort, il mourait comme s'il renaissait."^ 
In this image, the earth becomes greedy: "Ah! lui aussi, lui aussi, 
aurait voulu étreindre cette terre avare qui l'avait pétri à sa 
ressemblance et finir étouffé par ce baiser."^ 
Similes in Le Baiser au lépreux are generally introduced by 
"comme," "ainsi que" and "pareil à." Mauriac makes use of a wide array 
of figures of speech to form his images which are appropriately chosen 
to elicit the desired effect. 
One aspect of imagery in Le Baiser au lépreux which should not be 
overlooked is the references to ecclesiastical matters. The following 
image compares the knell of Jean's agony to the ringing of the ave-bell: 
"Les gens du bourg confondirent le glas de son agonie avec l'Angélus 
du matin.Guardian angels metaphorically hide their faces in shame 
on his wedding day: "Dans les rideaux de crétonne, deux anges gardiens 
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voilaient leurs faces honteuses."^ 
The following image which comes at the very end of the novel is 
worth singling out and examining more closely: ”... elle dut enserrer 
un chêne rabougri sous la bure de ses feuilles mortes mais toutes fré¬ 
missantes d'un souffle de feu--un chêne noir qui ressemblait à Jean 
Pélouèyre."^ Casual observation reveals that the image is a simile. 
After the death of Jean, Noéni realizes that she will never be able to 
remarry because of a clause in her father-in-law's will which forbids 
it. She feels forever trapped and enslaved to Jean's ailing father. 
In a burst of emotion, she runs across a region of forest singed by 
fire. Drawn to a stunted black oak which in her mind resembles Jean, 
she clings herself to it. Structurally, the image is very well developed. 
The words "mortes” and "noir” suggest death while "rabougri” indicates 
Jean's physical appearance as well as that of the tree. The fact that 
No^mi is grasping the tree has even more far-reaching connotations. 
In this image, Mauriac's idea of love which is discussed on page 14 of 
this study is vividly illustrated. This image may also be equated to 
the title of the novel even though it has figurative meaning in itself. 
Noemi's clinging to the stunted oak which resembles Jean is in essence 
"the kiss to the leper." 
Imagery has a variety of roles in Le Baiser au lépreux. It serves 
as a vehicle to express the author's philosophical ideas and it is 
used graphically to represent the physical traits and internal sentiments 
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of the characters. One of the principal functions of imagery in the 
novel is to illustrate the themes of sexual frustration and desolation 
which dominate the work. The latter theme--desolation or imprisonment 
takes first place in Thérèse Desqueyroux, the imagery of which will be 
analyzed in the next chapter of this study. 
CHAPTER III 
IMAGERY IN THERESE DESQUEYROUX 
Thérèse Desqueyroux, one of Mauriac's most popular novels, was 
published in 1927. The work is centered around the disquietude of its 
heroine of the same name. Thérèse, a cultured and intelligent young 
woman, marries Bernard Desqueyroux whose property borders that of her 
family. Even though Bernard is incapable of giving his bride the love 
she desires, she becomes a mother but finds happiness neither in mar¬ 
riage nor in motherhood. Hatred for her insensitive husband continues 
to grow and is accentuated by the restrictions which she feels the 
family is inflicting upon her. In the excitement of a forest fire, 
Thérèse lets Bernard take an overdose of arsenic which had been pre¬ 
scribed for an anemic condition from which he suffers. In an effort 
to break out of the "prison" which she feels encloses her, Thérèse 
forges a prescription. Her attempted poisoning of Bernard succeeds un¬ 
til her criminal act is discovered by his physician. She stands trial 
but, through influence, the family has her acquitted in order to avoid 
a scandal. She is brought back home as a ruse to convince the neigh¬ 
bors that all is normal in the Desqueyroux household. On her return, 
she is literally treated as a prisoner in her own home. At the end of 
the novel, Thérèse achieves a semblance of liberation in that Bernard, 
who persists in believing that she tried to poison him in order to in¬ 
herit his pine forests, does not seek a divorce but ultimately sets 
her free. Thérèse is left alone walking the streets of Paris. 
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This writer has approached the study of imagery in Thérèse Des¬ 
queyroux through various angles which best lend themselves to descrip¬ 
tive analysis. Single images are sometimes described, although, more 
often, images are analyzed by groups. The first group of images is 
centered around certain symbols which occur in them. In the second 
group, images are analyzed according to themes. The prison theme is 
the focus of attention in this case. Other descriptions of images are 
developed around landscapes, the forces of nature, animals and plants. 
The conclusions reached in this chapter encompass the role of imagery 
in the total structure of the novel. 
An understanding of the symbols which occur and reoccur in the 
images in Thérèse Desqueyroux is essential in achieving full appreci¬ 
ation of the novel. Among the predominant symbols are '*water," "desert” 
and "fire,"'*’ These symbols appear in different forms such as rain, 
snow and smoke. Fire images are particularly striking in the novel: 
"Et comme elle fut revenue dans une lande incendiée par elle, qu'elle 
eut foulé cette cendre qu'elle se fut promenée à travers les pins 
brûlés et noirs, elle essaierait aussi de parler, de sourire au milieu 
2 
de cette famille--de sa famille." Fire is used in the images as a 
symbol of destruction whether it stands for passionate love or the 
ultimate spiritual destruction of Thérèse. "Au plus épais d'une 
famille, elle allait couver, pareille è un feu sournois qui rampe sous 
la brande, embrase un pin, puis l'autre, puis de proche en proche crée 
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une forêt de torches."^ The above analogy includes a striking chain- 
reaction. The action increases in intensity until the reader visual¬ 
izes the graphic picture of a forest ablaze. 
"Water" often has symbolic significance in the imagery of Thérèse 
Desqueyroux. It frequently stands for purity but just as "cage" and 
"desert" may suggest frustration, "water" may also represent impurity 
or even destruction. 
The metaphors which follow describe Thérèse's childhood. Although 
they are concise in detail, the images are fully developed with striking 
symmetry. The two images are skillfully juxtaposed with the first end¬ 
ing a paragraph and the other functioning as a smooth transition. 
Mais l'enfance est elle-même une fin, un 
aboutissement. 
L'enfance de Thérèse: de la neige à 
la source du fleuve le plus sali.^ 
Nelly Cormeau says: "Source jaillisante et claire elle est l'image de 
la pureté et de l'enfance, de cette pureté dont l'adoration nostalgique 
3 
traverse l'oeuvre de part en part." Another view of childhood in 
this work is expressed by Philip Stratford who states that for Mauriac 
the purity of childhood and of the child's world does exist; it is 
later sullied by experience, but in Mauriac's fiction, he tries to con¬ 
vey something of the conflict between experience and this lost innocence.^ 
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As has been suggested by some of the images already cited, Thérèse 
is a woman "imprisoned." She is not seen dreading the trial after the 
attempted poisoning of Bernard, nor is her sentence shown as a main 
area of concern. Her true trial will be her encounter with Bernard. 
Her sentence will be that which Bernard decides. Her whole life, even 
when not left in her own hands seems to be controlled by her family. 
She feels eternally trapped in a dreary cage. 
Thérèse's predicament is shown throughout the novel in the form 
of images. The prison theme is even expressed in the introduction of 
the novel. "Que de fois, à travers les barreaux vivants d'une famille, 
t'ai-je vue tourner en rond, à pas de louve, et de ton oeil méchant et 
triste, tu me dévisageais."'*' Here Thérèse is likened to a caged animal. 
The implicit form which Mauriac chose for this image adds to its ex¬ 
pressive power. The symmetry of the image is particularly well developed, 
for the living bars are the family itself, in which Thérèse like a caged 
animal is trapped. 
By way of flashback, the reader is returned to Thérèse's wedding 
day when she first feels the prison doors being locked behind her. 
"Elle était entrée somnambule dans la cage et au fracas de la lourde 
porte refermée, soudain la misérable enfant se réveillaitHere, the 
author has cleverly expressed a cause-and-effect reaction. 
While reflecting over her past, Thérèse becomes increasingly dis¬ 
dainful about her family in the following metaphor: 
Mauriac, Thérèse Desqueyroux, p. 6. 
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La famille ... elle regardait cette cage aux barreaux 
innombrables et vivants, cette cage tapissée d'oreilles et 
d'yeux, où immobile, accroupie, le menton aux genoux, les 
bras entourant ses jambes, elle attendrait de mourir.^* 
The family is depicted here as a stifling force which will eventually 
lead to Thérèse's moral destruction as she defenselessly awaits her 
destiny. 
Thérèse's marriage also becomes one of the living bars which keep 
her forever trapped, and she herself becomes a "trough" to her husband 
Bernard, under whose hands she must endure repulsive advances. 
Il était enfermé dans son plaisir comme ces jeunes 
porcs charmants qu'il est dfôle de regarder travers la 
grille, lorsqu'ils reniflent de bonheur dans une auge 
(c'était moi, l'auge.' songe Thérèse). 
Like many of Mauriac's novels, Thérèse Desqueyroux is concerned with a 
troubled marriage at the root of which lies incompatibility in sexual 
relations. In this image of the beach, a striking analysis is made of 
Thérèse's unresponsiveness and disgust of the act and of Bernard. 
... j'ai toujours vu Bernard s'enfoncer dans le plaisir 
--et moi, je faisais la morte, comme si ce fou, cet 
épileptique, au moindre geste e(ït risqué de m'étrangler .... 
Bernard revenait sur ses pas et me retrouvait comme sur une 
plage oh j'eusse été rejetée, les dents serrées, froide. 
Through the use of images, Mauriac describes the loneliness and 
desolation of his heroine. Thérèse feels that it is not she in whom 
the family is interested but the child that she is expecting. She 
feels that she has lost her individual existence. Of her in-laws she 
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says: "Les La Trave vénéraient en moi un vase sacré; le réceptacle de 
leur progéniture; ... je n'étais que le sarment; ... aux yeux de la 
famille, le fruit attaché k mes entrailles comptait seul."^ Mauriac 
has Thérèse reinforce her expressed ideas by using two images with 
different vehicles but expressing the same sentiment. Thérèse is 
firstly a sacred vase, the receptacle of the La Trave family's progeny. 
This metaphor is followed by a striking synecdoche in which the image 
of the vine is fully developed with the child being referred to as the 
fruit. 
The author also excels in his descriptions of landscapes. Argelouse 
is depicted as a region of silence and desolation with its pine trees, 
and the sea not too far away. 
Le silence d'Argelouse! Les gens qui ne connaissent 
pas cette lande perdue ne savent pas ce qu'est le silence; 
il cerne la maison, comme solidifié dans cette masse 
épaisse de forêt oè rien ne vit.2 
The prison theme which pervades the novel is again implied in this 
image. 
Images describing landscapes are numerous and are expressed with 
exactitude and poetic fervor. 
D'un talus à l'autre, les cimes des premiers pins 
se rejoignaient et, sous cet arc, s'enfonçait la route 
mystérieuse. Le ciel, au-dessus d'elle, se frayait un 
lit encombré de branches.3 
The image which ends this description reaches a high degree of 
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magnitude and summarizes the whole scene. 
Similarly, the author depicts the desolate atmosphere of Argelouse 
"L'heure des coqs est encore éloignée; aucune eau ne court dans ce dé¬ 
sert, aucun vent n'émeut les cimes innombrables."'*' 
Mauriac's skill in using landscape images to suggest the internal 
sentiments in his characters is brought to superb heights in Thérèse 
Desqueyroux. These images contain words such as "mort," "sépulcre" 
and "désert." The atmosphere of dreariness and loneliness appears 
again and again, as illustrated in the two images below: 
Par les temps les plus calmes, la forêt se plaint comme 
on pleure sur soi-même, se berce, s'endort et les nuits ne 
sont qu'un indéfini chuchotement.2 
Voici les chênes de Vilméja, la maison non pas endormie 
mais morte. Anne tourne autour de ce sépulcre vide, frappe 
à la porte des deux poings.^ 
The second passage shows a very effective technique which Mauriac em¬ 
ploys to reinforce his images--juxtaposition. In the first image he 
personifies the house, suggesting that it is not asleep but dead. In 
the second image the house has become animate, but the theme of death 
is retained and fully developed when Mauriac depicts the house as an 
emp ty s epu1cher. 
Mauriac takes seemingly trite metaphors and gives them additional 
connotations: "Argelouse est réellement une extrémité de la terre. 
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In spite of its cliché nature, the above metaphor carries with it a 
vivid and striking analogy. Upon closer analysis, one sees that the 
author definitely has an aesthetic intention. Argelouse is an end of 
the earth because of its desolate atmosphere. Literally, it is an end 
of the earth because it borders on the ocean. > 
Many of the images in Thérèse Desqueyroux are developed around the 
forces of nature. Some are similes such as the following: "Elle 
aspira de nouveau la nuit pluvieuse, comme un ûtre menacé d'étouffe¬ 
ment or "...elle se penchera, et ses lèvres chercheront, comme 
2 
de l'eau, cette vie endormie...." 
Different forms of precipitation are frequently used as the tenor 
of images. "Comme devant un paysage enseveli sous la pluie, nous nous 
représentons ce qu'il eût été dans le soleil, ainsi Thérèse découvrait 
la volupté. 
Along with the weather, Mauriac intersperses the sense of smell. 
In the metonymy which follows, the smell of the evening has lost its 
literal significance. 
L'odeur de fournil et de brouillard n'était plus 
seulement pour elle l'odeur du soir dans une petite 
ville; elle y retrouvait le parfum de la vie qui lui 
était rendue enfin .... 
The effect has been substituted for the cause. The smell of the night 
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air has become a renewing force. 
Inasmuch as animals, insects and plants make up a significant 
part of the environment of Argelouse, Mauriac depicts them in his 
images. Thérèse is likened to a wasp in the following passage: 
Thérèse quittait le royaume de la lumière et du feu 
et pénétrait de nouveau, comme une guêpe sombre, dans le 
bureau oïl les parents attendaient que la chaleur fût 
tombée et que leur fille fût réduite. 
Plant life also holds a place of importance in the imagery of 
Thérèse Desqueyroux. The pine trees of Argelouse are cited throughout 
the novel as a symbol from which images spring. The following image 
likens the family to a pine: 
Ces corps de gros mangeurs, issus d'une race oisive et 
trop nourrie, n'ont que l'aspect de la puissance. Un pin 
planté dans la terre engraissée d'un champ bénéficié d'une 
croissance rapide, mais très tût le coeur de l'arbre pourrit 
et, dans sa pleine force, il faut l'abattre.^ 
Here, destiny is compared to plants: "Notre destin, quand nous voulons 
l'isoler, ressemble à ces plantes qu'il est impossible d'arracher avec 
O 
toutes leurs racines." In this image, Mauriac's Jansenistic views of 
predestination are expressed through the thoughts of his heroine. The 
full-grown plant represents adulthood while the roots are suggestive 
of childhood. The seeds of Thérèse's criminal attempt to poison her 
husband had been planted before her birth. 
Mauriac's language in Thérèse Desqueyroux is vivid and effective, 
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a characteristic sometimes created by placing images at the end of sen¬ 
tences as he does in the following examples: 
Thérèse cède à cette imagination qui l'eut possédée, 
la veille du jugement, si l'inculpation avait été main¬ 
tenue: l'attente du tremblement de terre. 
or 
Elle apercevait les êtres et les choses et son propre 
corps et son esprit même, ainsi qu'un mirage, une vapeur 
suspendue en dehors d'elle. Seul, dans ce néant, Bernard 
prenait une réalité affreuse . ...^ 
In the above image, Mauriac creates a state of mystical withdrawal 
similar to a sleep-walking scene. The last sentence has a "shock" 
effect, but it emphasizes Thérèse's spiritual frustration: her feeble 
attempt to escape and her recapture by Bernard. 
There is no striking disparity in Mauriac's preference of one 
figure of speech to another in Thérèse Desqueyroux. Metaphors and 
similes appear more often with metonymies next in prominence. The 
similes are usually introduced by "comme," "ainsi que" and "il semble." 
Mauriac's metaphors are often constructed with linking verbs joining 
the tenor and the vehicle. Sometimes his metaphors are joined by 
colons . 
As a stylistic device, images in Thérèse Desqueyroux play a def¬ 
inite role. They are not evenly distributed but tend to be very dense 
when the heroine is in the process of analyzing her past actions. The 
images also provide the symbols and analogies through which the 
author's religious and philosophical views are expressed. Mauriac 
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appears to have reached the height of appropriateness in his use of 
images in this novel, for most of the images seem perfectly adapted to 
represent the anxieties, ideas and sentiments of his characters. 
This descriptive analysis of the imagery of the novel reveals that 
the author's choice of themes is directly related to the region of the 
Landes to which his characters are so closely bound. Its desolate at¬ 
mosphere, pine trees, vines, weather and landscapes all show up in his 
effective use of imagery. In this light, it is evident that one of the 
main functions of imagery in Thérèse Desqueyroux is to depict the in¬ 
ternal disquietude and sentiments of the heroine by fusing the in¬ 
fluences of environment and family into graphic representations. 
Le Noeud de vipères, reputedly Mauriac's most celebrated novel, 
ranks among the chefs-d'oeuvre of the century. Chapter IV of this 
study will be a descriptive analysis of the imagery in this work. 
CHAPTER IV 
IMAGERY IN LE NOEUD DE VIPERES 
Mauriac's Le Noeud de vipères, published in 1932, is considered 
by some critics as a masterpiece of fiction and the author's finest 
achievement. Others, however, such as Martin Turnell, write: "It 
does not seem to me to be the summit of Mauriac's achievement or to 
mark an advance in his art; it seems to me to be the first work of his 
decline . ..."^ Turnell feels that the weakness of the novel lies in 
the development of the major character, Louis. Another evaluation of 
this work is given by Henri Peyre: "Le Noeud de vipères ranks among 
o 
the most masterly novels of the century." At any rate, Le Noeud de 
vipères is listed among that group of contemporary French novels which 
are not to be ignored. 
The novel is presented in the form of a diary which is kept by 
Louis, who is in the twilight of his years. A great-grandfather, he 
is filled with torment as he reminisces over his life. Louis comes 
from peasant stock which has risen to prominence because of careful 
thrift. As a young man he meets the aristocratic but destitute 
Fondaudège family and marries Isa Fondaudège, the proud but penniless 
daughter of the family. On their wedding night, he concludes that Isa 
has only married him for his money when she unconsciously murmurs the 
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name of a former lover. The couple become parents of three children 
to whom Isa devotes her entire life, leaving Louis an outsider. In 
the meantime, Louis has become a very rich and respected lawyer. He 
increasingly regards his family as enemies waiting to pounce upon his 
wealth after his death. The hatred and vengeance between the members 
of the family grow into outlandish proportions when Louis reaches his 
sixty-eighth birthday and the children are in their forties. He de¬ 
cides to disinherit his wife and children by leaving his wealth to an 
illegitimate son, but Louis' two sons begin to spy on the old man, 
thereby crushing his plans to disinherit them. He has intended that 
his diary be read by Isa but she dies while he is away. After his 
wife's death, Louis finally agrees to leave his money to his family. 
His diary is found by his children after his death. They write each 
other letters through which the reader learns that Louis has accepted 
divine grace. 
Perhaps, because of the diary form through which Mauriac has chosen 
to present his novel, the images in the work are not numerous. Some 
chapters of the novel contain no figures of speech which may be con¬ 
sidered as full images. The entire novel contains fewer than fifty. 
Even though the images are relatively scarce, their function is neces¬ 
sary to the structure of the novel. The role of imagery in Le Noeud 
de vipères is revealed when the images are analyzed according to theme, 
type and figure of speech. 
The very title of the novel is metaphorical. Louis is a man al¬ 
most devoured by hatred and vengeance. He makes a feeble attempt to 
compensate for it all by the amassing of wealth. He is alienated by 
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his family who looks upon him as evil because of his lack of regard for 
superficial acts of religious faith. Louis' heart is the essence of 
bitterness and torment. The situation is indeed one of a "tangle of 
vipers." 
The stage of Louis' hatred, vengeance and torment can be traced 
if the images developed around "the viper's tangle" are analyzed. 
There are many fully developed images which center around the title of 
the novel. In the image below Louis addressing Isa, describes his in¬ 
ternal torment in which his heart metaphorically becomes a "tangle of 
vipers ." 
Oh.' ne crois pas surtout que je me fasse de moi-même 
une idée trop haute. Je connais mon coeur, ce coeur, ce 
noeud de vipères: étouffé sous elles, saturé de leur venin, 
il continue de battre au-dessous de ce grouillement. Ce 
noeud de vipères qu'il est impossible de dénouer, qu'il 
faudrait trancher d'un coup de couteau, d'un cout> de glaive: 
Je ne suis pas venu apporter la paix mais le glaive. 
The impact and effectiveness of this image are remarkable. The repe¬ 
tition of words adds to the forcefulness of the image, the venom of 
the snakes suggests a heart full of evil, and the quotation which 
terminates the image increases the dramatic effect. 
Later in the novel, Louis takes up again his reference to a 
"tangle of vipers." In this image, the vipers have come out of his 
heart. They are now the members of his family, his enemies. Here he 
suspects his family of plotting against him. 
Dans un soir d'humilité, j'ai comparé mon coeur a un 
noeud de vipères. Non, non: le noeud de vipères est en 
dehors de moi; elles sont sorties de moi et elles 
1 
Francois Mauriac, Le Noeud de vipères (Paris: Bernard Grasset, 
1932), p. 133. 
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s'enroulaient cette nuit, elles formaient ce cercle hideux 
au bas du perron et la terre porte encore leurs traces. 
Near the end of the novel, Louis' sentiments take a different 
turn. He begins to realize that he himself has been instrumental in 
creating the "tangle of vipers." It is he who has helped to alienate 
his family from him. The hideous nest of vipers now metaphorically 
becomes the hatred of his children, desire for revenge, and love of 
money. Louis now knows that his misfortune does not rest solely in 
this "viper's tangle" but in his refusal to search for a way out. 
Je sentais, je voyais, je touchais mon crime. Il ne 
tenait pas tout entier dans ce hideux nid de vipères: 
haine de mes enfants, désir de vengeance, amour de l'argent; 
mais dans mon refus de chercher au-delà de ces vipères 
emmêlées. Je m'en étais tenu à ce noeud immonde comme s'il 
eut été mon coeur même,--comme si les battements de ce coeur 
s'étaient confondus avec ces reptiles grouillants .2 
Finally, Louis becomes totally regretful of the hateful life which 
he has lived. The tangle of vipers is at last cut through. Louis vows 
that if he had time to prove himself before his death, he would over¬ 
come everything that has separated him from his family. 
In addition to those images centered around the title, The Viper's 
Tangle, other images describe the torment of Louis' self-destructive 
life. This metaphor sums up his youth: "Ma jeunesse n'a 4té qu'un 
ï 
Ibid., p. 164. 
2 
Ibid., p. 221. 
3 
Ibid., pp. 222-223. 
Je brûlerais les étapes vers le coeur de mes enfants, 
je passerais à travers tout ce qui nous séparait. Le noeud 
de vipères était enfin tranché: 
leur amour qu'ils pleureraient en me lewauL ±es yeux. 
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long suicide."*' 
One striking characteristic of Mauriac's images revealed in Le 
Baiser au lépreux. Thérèse Desqueyroux as well as in Le Noeud de 
vipères is his vivid descriptions of the atmosphere and natural phe¬ 
nomena. In the image below, which gives a description of the atmos¬ 
phere just before a storm, the slopes of the vineyards become stricken 
and the wind moans, while the shadow of the heavy clouds filled with 
moisture glides across the plain. The image is filled with personifi¬ 
cation. Death becomes silent as Louis remembers the words of his 
daughter Marie, who said on a similar day that even the vines were 
afraid: 
A travers la vitre où une mouche se cogne, je regarde 
les coteaux engourdis. Le vent tire en gémissant des nuées 
pesantes dont l'ombre glisse sur la plaine. Ce silence de 
mort signifie l'attente universelle du premier grondement. 
'La vigne a peur ...'a dit Marie, un triste jour d'été d'il 
y a trente ans, pareil à celui-ci.2 
Similar to the one above, the following image describes an autumn day 
during harvest. Personification, similes and metonymies are artfully 
intermingled giving the image poetic fervor. Hills are sleeping, lime- 
trees look like damaged fruit and sun-hats move about at the level of 
the vines: 
L'après-midi de septembre bourdonnait de mouches 
réveillées. Les tilleuls épais et ronds ressemblaient à 
des fruits touchés. L'azur, foncé au zénith, pâlissait 
contre les collines endormies. Un éclat de rire 
jaillissait d'une fille que je ne voyais pas; des chapeaux 
de soleil bougeaient au ras des vignes; les vendanges 
1 
Ibid., p. 27. 
2 
Ibid., p. 174. 
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étaient commencées.^" 
Although plant and animal images abound in many of Mauriac's works, 
they are particularly striking in Le Noeud de vipères in relation to 
other types of images. The plant images are comparatively numerous and 
are created in the forms of metaphors, similes and metonymies with 
traces of personification and irony. In the image which follows, Louis 
makes a very interesting analogy. The image is a juxtaposition of two 
similes. In the first one, Louis becomes the soil while Marinette, 
Isa's widowed sister to whom Louis has taken a liking, is a falling 
peach. In the second simile, Louis compares most human relationships 
with trees which grow side by side, whose branches merge through their 
mere growth. The two juxtaposed similes reinforce the analogy. 
Je la recevais parce que j'étais là; l'argile reçoit 
une pêche qui se détache. La plupart des £tres humains ne 
se choisissent guère plus que les arbres qui ont poussé 
côté à côté et dont les branches se confondent par leur 
seule croissance.^ 
Other plant images also describe Louis' family relationship. While 
speaking of his children, Louis metaphorically becomes the living trunk 
of young branches: "Et moi, je pourrais être le tronc vivant de ces 
jeunes rameaux." Of his wife, with whom a satisfactory relationship 
proves impossible, he says: "Tu as pris racine dans ma terre sans que 
nos racines se puissent rejoindre."^" 
Ibid., P- 217. 
Ibid., P- 108. 
Ibid., P- 
00 
Ibid.. P- 82. 
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Plant images may be developed in the form of graphic similes with 
striking effects of personification: "Tu peux en juger sur mon écri¬ 
ture, sur ces lettres courbées dans le même sens comme les pins par le 
vent d'Ouest."^ Louis compares the handwriting in his diary to the 
pine trees of the Landes blowing in the wind. Some plant similes are 
somewhat conventional: "Les femmes d'alors ressemblaient \ des fleurs 
forcées." In this image, imbued with personification, leaves sleep: 
"Ainsi demeurions-nous l'un près de l'autre au bord de cette cuve im¬ 
mense où la vendange future fermentait dans le sommeil des feuilles 
bleuies. 
The animal images in Le Noeud de vipères are just as numerous as 
those dealing with plants. Many of the animal images are more aptly 
classified as hunting images. The first of these expresses Louis' 
feeling that he has been trapped by Isa's family: "Il ressortait de 
tes propos que ta famille et toi vous étiez jetés avidement sur le 
premier limaçon rencontré."^ The following figures are clichés but 
are appropriately employed: "Je t'étais uni comme le renard au piège. 
La vie dans une ville de province développe chez le débauché, l'instinct 
de ruse du gibier."^ Hunting images may even take on more expressive 
Ï 
Ibid., p. 14. 
Ibid., p. 221. 
Ibid., p. 105. 
Ibid., p. 56. 
Ibid.. p. 63. 
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forms. Here, the sense of taste is coupled with the passion of hatred: 
"Je demeurai, un instant, la tête levée vers toi, en proie à une haine 
dont je crois sentir le goût d'amertume dans la bouche, après tant 
d'années. 
Animal images in Le Noeud de vipères encompass an array of differ¬ 
ent types . In the following image, Louis likens the members of his 
family to a pack of dogs sitting in a circle waiting to divide the 
spoils: 
Depuis aujourd'hui, depuis cette journée de Pâques, 
après cette offensive pour me dépouiller, au profit de 
votre Phili, et lorsque j'ai revu, au complet, cette meute 
familiale assise en rond devant la porte et m'épiant, je 
suis obsédé par la vision des partages--de ces partages 
qui vous jetteront les uns contre les autres: car vous 
vous battrez comme des chiens autour de mes terres, autour 
de mes titres.2 
Dogs are often used as bases of comparison. After deciding that Isa 
has married him only for his money, Louis takes one of her handkerchiefs 
which had been an object of endearment to him and throws it in a pond. 
The handkerchief is tied to a stone as one might do to drown a dog: 
"Je le pris, j'y attachai une pierre, comme j'eusse fait è un chien 
vivant que j'aurais voulu noyer et je le jetai dans cette mare que, 
2 
chez nous, on appelle 'gouttiu!" 
Other animal images in the novel, describe the prolonged battle 
between Louis and his family: "Et moi, témoin de cette lutte que 
1 
Ibid., p . 61. 
2 
Ibid., p. 77. 
3 
Ibid., p . 61. 
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j'étais seul à savoir inutile et vaine, je me sentis comme un dieu, 
prêt à briser ces frêles insectes dans ma main puissante, à écraser du 
talon ces vipères emirfêlées, et j e riais."’*' This image describes Louis' 
spying on his sons while they are trying to bring to an end his plot-' 
ting to disinherit them. Louis metaphorically becomes a god while his 
sons are referred to both as insects and vipers. After learning that 
his sons have succeeded in bribing his illegitimate son out of the in¬ 
heritance, Louis coldly approaches the former. The following image 
describes the actions of his illegitimate son after Louis decides to 
leave him and his mother a guaranteed income in spite of the son's 
fumbling of the plans: "L'échine de biais,les oreilles aplaties, il 
O 
emportait, en rampant, l'os que je lui jetais."^ 
An examination of images in Le Noeud de vipères according to 
symbols which appear in them also reveals the artistic technique which 
Mauriac employs. Although it does not appear frequently in Le Noeud 
de vipères, the word "desert" is used so often in Mauriac's fiction 
that it has almost become synonymous with "frustration," just as 
water, in its various forms, appears many times as a symbol of corrup¬ 
tion: 
Je laissais ce prénom éclater comme une bulle à la 
surface de notre vie. Ce qui dormait sous les eaux 
endormies, ce principe de corruption, ce secret putride, 
je ne fis rien pour l'arracher à la vase.3 
1 
Ibid., p. 179. 
2 
Ibid., p. 189. 
3 
Ibid., p . 53 . 
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The above image is an interesting mixture of simile, metaphor and per¬ 
sonification. Again, water becomes a symbol of corruption, as Louis 
compares the hatred in his heart to the movement of a tide. 
Mais c'était méconnaître ce mouvement de marée qui est 
celui de la haine dans mon coeur. Et tantôt elle s'éloigne, 
et je m'attendris.... Puis elle revient, et ce flot 
bourbeux me recouvre.*• 
Water may also represent purity, contentment and happiness. In the 
following image Louis reminisces about his children's singing when 
they were young and about his exclusion from their youthful happiness. 
Metaphor and personification are effectively paried: "Calme bonheur 
dont, je me savais exclu, zone de pureté et de rêve qui m'était inter¬ 
dite. Tranquille amour vague assoupie qui venait mourir a quelques 
2 
pas de mon rocher." The destructive force of the sun is also pre¬ 
sented in images: "Les domestiques avaient fait place nette, et le 
soleil dévorait, jusque dans les moindres encoignures, les restes 
2 
impalpables d'une destinée finie." 
Another interesting feature of imagery in Le Noeud de vipères is 
the role that the physical surroundings to which the characters belong 
play in creating images. Even though this is a general characteristic 
of Mauriac's fiction, the technique is particularly effective in Le 
Noeud de vipères. In this image, Louis' old age becomes the last 
autumn which puts the grape vines to sleep, stupefying them with smoke 
1 
Ibid., p . 77. 
2 
Ibid ., p. 83. 
3 
Ibid., p. 217. 
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and sunshine. The image is strikingly poetic: "Mais aujourd'hui, je 
suis un vieillard au coeur trop lent, et je regarde le dernier automne 
de ma vie endormir la vigne, l'engourdir de fumées et de rayons."*- 
One of the principal functions of imagery in Le Noeud de vipères 
is to depict the hatred, avarice and hypocrisy of Louis and his family. 
The images are filled with words connoting evil and violence such as 
"vipchres," "corrompre" and "immonde." The narrative style of the novel 
and the violent images are closely integrated. The imagery in the work 
reveals that Mauriac was still at his peak in this aspect of his style. 
1 
Ibid.. p. 221. 
CONCLUSION 
The examination of imagery in Le Baiser au lépreux, Thérèse 
Desqueyroux, and Le Noeud de vipères reveals that a direct relationship 
exists between the themes presented in these works and the patterns of 
imagery employed. Certain patterns of imagery appear in each of the 
three works while others are found in only one or two of the novels. 
Apparently, the images which are constantly repeated are those which 
illustrate Mauriac's major themes of imprisonment, loneliness and 
marital frustration. To emphasize the thane of imprisonment in Le 
Baiser au lépreux and Thérèse Desqueyroux, Mauriac relies heavily on 
the Landais region which becomes a prison surrounding the characters 
and shaping their destiny. Noémi regards Jean's pine forests as an 
army which surrounds her while Jean feels that his heritage has formed 
a mold into which he and his wife are to fit. In Thérèse Desqueyroux, 
the pattern, developed even more fully, pervades the entire work: 
Thérèse is depicted as an animal forever trapped in a cage whose bars 
are the members of her family. 
The theme of solitude and loneliness is present in all three 
novels but is developed to such magnitude in Le Noeud de vipères that 
Louis, the principal character, regards even the members of his family 
as enemies, and his wife and children become alienated from him. In 
Le Baiser au lépreux, both Jean and Noémi are predestined to a life of 
solitude and lovelessness. In addition to describing the solitary 
existence of the heroine, Mauriac uses images in Thérèse Desqueyroux 
to depict the desolation of the region. 
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The theme of marital frustration forms another pattern of imagery 
in the three novels. In Le Baiser au lépreux, Jean's repulsive ugli¬ 
ness prevents the couple from achieving sexual compatibility. Noémi, 
suffering from frustration and pitying her husband at the same time, is 
compared to a sleeping martyr. Images of sexual frustration in Thérèse 
Desqueyroux are just as descriptive as those in Le Baiser au lépreux. 
Thérèse becomes a trough to her husband from whose hands she must endure 
repulsive advances. Images relentlessly portray Thérèse as unresponsive, 
cold and filled with disgust. Even though Louis, in Le Noeud de vipères, 
remains with his wife until death, the two people become increasingly 
alienated in spirit. Images developed around this theme in Thérèse 
Desqueyroux tend to be created with more finesse than those in Le Baiser 
au lépreux or Le Noeud de vipères. 
As well as common themes which recur in patterns of imagery, a 
limited range of symbols and words is employed. The predominant sym¬ 
bols appearing in images are'Water," "fire" and "desert." 'Water" in 
its many forms may either suggest good or evil while "fire" is often a 
destructive force with connotations of violence. "Desert" has become 
synonymous with frustration. In Le Baiser au lépreux, light flows like 
liquid metal while the heat which encloses Jean is compared to water 
from a public bath. Water connotes impurity as Thérèse*s infancy is 
compared to the soiled mouth of a river. In Le Noeud de vipères, 
water becomes a symbol of corruption as Louis compares the hatred in 
his heart to the movement of a tide. These symbols reappear more 
often and are more fully developed in Thérèse Desqueyroux, although 
they return with variations in all three novels. 
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Just as symbols recur in the images of the three novels, certain 
families of words give images the desired atmosphere- Water images 
suggesting destruction contain such words as "corrompue," "putride" 
and "salie." Fire images also designating destruction contain words 
such as "incendiée" and "brûlée." Images with melancholy tones are 
often created with words such as "mort," "nuit," and "sépulcre." 
Prison images contain words such as "puits," "bouche fangeuse" and 
"vase d'une lagune." This aspect of the development of Mauriac's 
imagery, though evident in all three novels, is more noticeable in 
Thérèse Desqueyroux and Le Noeud de vipères. 
Mauriac employs more irony in creating images in Le Baiser au 
lépreux than in either of the other two novels. One of the distinctive 
features of imagery in Le Baiser au lépreux is the juxtaposition of 
such words as "side by side" and "separated." Many other expressions 
which seem diametrically opposed are fittingly joined. "Horrible 
gratitude" becomes synonymous with "pity" while the waving of a hand¬ 
kerchief becomes a signal of both good-bye and joy. Ironic elements 
pervade the entire work. 
Another device effectively used in all three novels is personifi¬ 
cation. In Le Baiser au lépreux. Jean's pine trees extend their branches 
and bless him as though he were saying good-bye to old friends. Human 
traits attributed to inanimate objects often suggest the internal 
sentiments of the character. Trees become indulgently silent, walls 
are blind, rain sleeps and houses die. In the desolate atmosphere of 
Argelouse in Thérèse Desqueyroux, the forest complains while the night 
speaks in whispers. In Le Noeud de vipères, images of natural 
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phenomena are filled with personification: Grapevines become afraid 
during a storm, and the momentary calm between thunder depicts the 
silence of death. 
While irony and personification add to the expressiveness of the 
images of the three novels, metaphors, similes and metonymies lie at 
the very root of the patterns of imagery. There is no great disparity 
in Mauriac's use of metaphors, similes and metonymies in Le Baiser au 
lépreux, Thérèse Desqueyroux and Le Noeud de vipères, although generally 
speaking, Mauriac is more apt to employ the metaphor than any other figure 
of speech in creating his images. While similes abound in Le Baiser au 
lépreux, the metaphor is the dominant figure of speech in the imagery 
of both Thérèse Desqueyroux and Le Noeud de vipères. The wide use of 
the metaphor gives the novels a concise and forceful expression. Meto¬ 
nymic figures of speech are generally combined with metaphors. This 
technique is best illustrated in Thérèse Desqueyroux, wherein the 
heroine likens herself to a vine of which the fruit alone is important 
to her in-laws. 
The limited range of subject matter from which Mauriac draws his 
images in the three novels is due principally to a common source--the 
southwest region of France. His childhood experiences with the Landais 
region and its people have provided resources which he graphically dis¬ 
plays in his fiction. In Le Baiser au lépreux, Thérèse Desqueyroux and 
Le Noeud de vipères, the subjects of almost all imagery are drawn from 
animals, plants, landscapes, the sea, and natural phenomena. Animal 
images, though present in each of the three works, are more numerous 
in Le Baiser au lépreux and Le Noeud de vipères. Images drawn from 
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the sport of hunting make up a large part of the animal imagery in all 
three novels. Images of physical description partly explain the con¬ 
centration of animal imagery in Le Baiser au lépreux. Plant images are 
equally abundant in all three works, although plants in Thérèse 
Desqueyroux take on an almost symbolical significance. For example, 
acres of pine trees become a sign of social standing for a family of 
the Landais bourgeoisie. Elsewhere, a burnt pine forest is compared 
to the destruction of the family. 
Just as Mauriac's imagery in Le Baiser au lepreux. Thérèse 
Desqueyroux and Le Noeud de vipères shares a common source, his images 
are also characterized by certain stylistic techniques. One such tech¬ 
nique is the juxtaposition of images. Two images may be placed side 
by side illustrating the same theme but having different subjects of 
comparison. Images are also placed at the end of sentences for em¬ 
phasis. Other techniques of Mauriac's art are his revitalization of 
overly used cliches and the use of antithesis as a device for elici¬ 
ting special effects. Finally, Mauriac's technique of using several 
figures of speech in one image contributes to the poetic quality of 
his style. 
It is evident that more similarities than differences can be 
found in Mauriac's use of imagery in Le Baiser au lépreux. Thérèse 
Desqueyroux and Le Noeud de vipères. The images in all three novels 
share common sources, forms of development, figures of speech, subjects 
and artistic techniques. Although one aspect of Mauriac's use of 
imagery may be more noticeable in one work than another, all his imagery 
is created in a similar vein. The only striking disparity in the use 
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of imagery in the three novels is the decline in the number of images 
in Le Noeud de vipères. Even though they are less numerous, images in 
Le Noeud de vipères are just as vividly expressed as those in Thérèse 
Desqueyroux. Most differences existing in the author's use of imagery 
in the three works can be attributed to the dominant theme and the 
choice of the form in which the particular novel is written. 
The role of imagery in Le Baiser au lépreux. Thérèse Desqueyroux 
and Le Noeud de vipères is two-fold: Philosophical and literary. 
Through images, Mauriac's ideas on love and marriage are expressed in 
all three works. His ideas on predestination are vividly presented in 
both Thérèse Desqueyroux and Le Baiser au lépreux. In the two afore¬ 
mentioned works, imagery serves to develop the themes of desolation, 
marital frustration and imprisonment while in Le Noeud de vipères, it 
portrays the hatred, avarice and hypocrisy of the members of a provin¬ 
cial bourgeois family. Apparently, Mauriac's imagery in all three 
novels depicts the internal disquietude and sentiments of his charac¬ 
ters by fusing the influences of region and society. 
The analyses of imagery in Le Baiser au lépreux, Thérèse Desquey¬ 
roux and Le Noeud de vipères reveal that one of Mauriac's most out¬ 
standing talents as a novelist lies in his use of imagery to enhance 
his style. Although the number of images in his works is not as great 
as that of many other contemporary writers, the exactitude and vivid¬ 
ness which he gives to them leaves a lasting impression upon the reader. 
Mauriac's gift for analysis of crisis through the use of images is 
paralleled by his ability to analyze the troubled souls of his charac¬ 
ters. Moreover, the choice and development of his images give to his 
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style an almost unmatched poetic fervor. If Mauriac leaves a lasting 
mark on posterity in the field of French fiction, one of the greatest 
contributing factors shall be his poetic style, which results largely 
from his effective use of imagery. 
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